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Emptiness	and	Fullness:	Pinter,	anti‐architecture	and	politics		
‘The	rights	of	man	have	an	inflatable	structure’		 	 	 	 	 	 	
	 	 	 	 	 	 	 	 	 	 	 Jean	Baudrillard	
Introduction	
Classical	architecture	has	a	long	history	of	representing	the	idealized	proportions	of	the	human	body,	
derived	from	the	Vitruvian	man.		This	association	with	the	idealized	human	form	has	also	associated	
architecture	as	symbiotic	with	prevailing	power	structures.1		Meaning	that	architecture	is	always	
loaded	with	some	signification,	it	creates	a	highly	inscribed	space.		In	the	absence	of	architecture	space	
is	not	necessarily	without	inscription,	for	within	the	void	there	can	exist	an	anti‐architecture.		Like	the	
black	box	theatre,	it	is	both	empty	and	full	at	the	same	time,	in	the	absence	of	the	architecture,	the	void	
of	space	and	how	it	is	occupied	becomes	much	more	profound.		As	Dorita	Hannah	writes,	‘In	denying	a	
purely	visual	apprehension	of	built	space,	and	suggesting	a	profound	interiority,	the	black‐box	posits	a	
new	way	of	regarding	the	body	in	space.’2		This	paper	analyses	the	work	of	Harold	Pinter	and	his	use	of	
the	body	to	create	an	anti‐architecture	to	subvert	oppressors	and	power	structures.		
	
Pinter’s	works	are	an	important	case	study	in	this	research	due	to	their	political	nature.		His	works	are	
also	heavily	tied	to	territory,	which	bound	the	works	in	a	dependent	relationship	with	a	simulated	
‘place’.		In	the	citation	accompanying	the	playwright’s	Nobel	Laureate	it	states,	'...in	his	plays	[he]	
uncovers	the	precipice	under	everyday	prattle	and	forces	entry	into	oppression's	closed	rooms.'3		In	
Pinter’s	work	oppression	manifests	itself	in	the	representation	of	a	room,	the	architecture,	which	is	the	
cause	of	a	power	struggle	when	objectified	and	defeated	when	subjectified.		The	following	work	
examines	how	Pinter	uses	the	body	to	subjectify	and	represent	architecture	as	authority	in	his	earlier	
works,	which	relied	on	detailed	mimetic	sets	of	domestic	rooms,	and	then	in	his	later	political	works,	
that	were	freed	of	representational	scenography.		This	paper	will	also	look	at	the	adaption	of	Pinter’s	
work	by	the	Belarus	Free	Theatre	in	their	2008	production	of	‘Being	Harold	Pinter.’															
	
The	work	of	Pinter	and	the	Belarus	Free	Theatre	are	concerned	with	authoritarian	political	structures.		
That	is,	political	structures	that	works	against	ideas	of	individualism,	ascribing	to	a	mass‐produced	
body	as	an	artifact	of	dictatorship	and	conservatism.		The	focus	on	the	body	in	space	on	an	empty	stage	
draws	attention	to	the	individual	–	the	body	amongst	scenography	can	become	merely	another	prop,	
lost	in	the	borders	and	boundaries	the	scenery	dictates.		Through	an	analysis	of	selected	works	by	
Harold	Pinter	and	their	interpretations,	this	paper	examines	this	paradox	of	emptiness	and	fullness	
through	the	body	as	anti‐architecture	in	performance.									
		
Fullness:	Pinter’s	early	works		
Pinter’s	earlier	works	are	characterised	by	the	detailed	use	of	the	room.		With	exhaustive	set	
descriptions	and	long	lists	of	properties,	the	Pinter	set	becomes	cluttered	and	full.		These	prescriptive	
stage	directions	would	at	once	appear	to	threaten	the	set	designer's	creativity.		However,	the	set	
requires	much	more	than	the	objects	and	furniture	requested	in	Pinter's	list.		The	set	needs	to	contain	
and	oppress	its	subjects;	creating	an	environment	that	frames	them	in	a	way	that	is	instantly	
recognisable	to	the	audience.		The	characters	do	not	own	the	room;	rather	the	characters	belong	to	the	
room.		It	is	the	extent	of	their	existence,	it	contains	all	that	they	possess:	objects,	beliefs	and	
understandings.		Ownership	of	this	space	is	a	core	theme	to	the	play	as	the	characters	engage	in	a	
territorial	conflict	over	the	room.		The	conflict	itself	binds	them	to	the	space,	further	oppressing	their	
sensibilities	and	containing	them	within	the	room.			
	
A	unique	attribute	to	Pinter’s	work	is	a	textual	device	in	which	the	human	body	is	assimilated	with	the	
room’s	architecture	and	the	objects	within	the	room.		Akin	to	a	long	tradition	in	architecture	
established	in	the	first	century	BC	by	Vitruvius	when	he	wrote	in	‘Da	Architecturra’	(The	Ten	Books	of	
Architecture)	that	architecture	should	emulate	God’s	greatest	creation,	the	human	body.	Pinter’s	rooms	
illustrate	this	relationship	from	the	inverse	where	the	human	body	is	a	reflection	of	the	architecture,	in	
a	way	that	the	body	dominates	the	power	structures	that	the	architecture,	or	the	room,	represents.		In	
these	earlier	works	the	Pinter	room	is	‘full’	as	though	it	represents	the	pregnant	body.		There	is	
something	substantial	about	these	rooms	that	frames	and	precedes	its	characters.		Drawing	once	again	
from	Dorita	Hannah’s	words:										
‘The	appropriation	of	the	womb	as	a	space	of	creation	has	a	longstanding	tradition	in	
architectural	discourse…..		This	valorisation	of	the	permanent	seeks	to	create	an	architectural	
corpus	that	not	only	survives	the	bodies	of	its	creators	but	represents	them	into	the	future.	
This	notion	of	progeny	is	also	inherent	in	the	classical	marking	of	architecture	as	‘mother	of	
the	arts’	where	the	architect	appropriates	the	maternal	image	of	creator‐of‐life.’4	
	
In	Victor	Cahn’s	book,	‘Gender	and	Power	in	the	plays	of	Harold	Pinter’5,	this	assimilation	between	
body,	especially	the	female	body,	and	architecture	is	identified	in	the	play	Pinter’s	play	‘Homecoming’.6		
Cahn	identifies	this	bodily	association	when	the	character	Teddy	introduces	his	wife,	Ruth,	to	the	
house.7		Teddy	tells	her	about	the	home’s	structure	not	being	affected	by	the	removal	of	a	wall	after	his	
mother	had	died.		Here,	there	is	an	association	between	the	structure	of	the	house	and	the	mother.	
With	the	wall	removed,	the	structure	of	the	household	had	not	been	altered	and	Teddy	associates	this	
with	the	absence	of	his	mother.8		The	mother's	womb	is	the	first	and	most	satisfying	home	in	our	
existence	and	associations	between	femininity,	the	womb	and	architecture	are	widely	written	about.9		
Rather	than	having	a	place	in	the	house,	women	are	often	portrayed	as	the	place	of	the	house.		The	
woman	is	literally	a	House/Wife,	as	Jane	Blocker	describes,	the	hybrid	being	of	half	house,	half	woman	
‐	the	woman	is	either	consumed	by	the	house	or	has	consumed	the	house10.		Elin	Diamond	also	writes	
about	imitation	in	the	theatre	and	its	ties	to	femininity.		She	challenges	mimesis,	arguing	that	realist	
mimetic	representations	of	space	tie	into	traditional	ideologies	of	femininity	and	the	desire	to	imitate	
masculinity:	the	real	belonging	to	the	masculine	and	the	mimetic	belonging	to	the	feminine11.		Hilde	
Heynen	writes	in	the	same	vein,	placing	the	mimetic	in	opposition	to	the	rational	and	associated	with	
the	feminine,	although	Heynen	suggests	mimesis	as	a	tactic	for	subversion	through	the	double	gesture	
of	assimilation	and	displacement12.		This	double	gesture	of	mimesis	is	of	particular	interest	to	this	
study.		Instead	of	thinking	of	this	device	as	objectifying	women	(or	the	subject),	the	assimilation	of	the	
body	with	architecture	can	be	thought	of	as	the	subjectification	of	architecture.	
	
Framing	Teddy’s	assimilation	between	his	mother	and	the	house	as	subjectifying	the	architecture,	
rather	then	objectifying	the	mother,	we	can	start	to	think	about	architecture	as	an	entity	that	engages	
in	subversive	acts.		This	becomes	especially	evident	in	the	case	of	Ruth	in	The	Homecoming	when	she	
claims	territory	over	the	house	without	directly	engaging	in	the	territorial	struggle	pursued	by	the	
male	characters.		Throughout	the	play	Ruth’s	presence	is	compared	to	a	number	of	objects	including	
the	disturbance	of	a	chiming	clock	in	the	night	and	in	a	philosophical	argument	about	matter	she	also	
associates	her	own	leg	with	the	leg	of	a	table.	Her	claim	to	power	is	not	thwarted	by	being	‘objectified’	
rather	she	uses	the	subjectification	of	the	architecture	and	objects	in	a	subversive	act	to	claim	territory.		
Instead	of	fighting	for	the	house	she	becomes	the	house	–	she	subjectifies	the	house.	
	
Another	device	employed	by	Pinter	is	the	positioning	of	an	authority	in	a	diegetic	space	upstairs.			This	
was	employed	in	an	early	work	of	Pinter’s	The	Birthday	Party	(1957)13	and	on	this	device	he	was	
quoted	saying,	‘It	was	quite	obvious	to	the	actors	that	the	chap	who	is	upstairs	and	is	never	seen	is	a	
figure	of	authority.’14		Authoritative	figures	in	Pinter’s	plays	are	rarely	materially	manifest,	instead	
referred	to	as	a	room	upstairs	and	this	device	is	present	in	his	later,	overtly	political	works,	as	well.	
	
Emptiness:		Overtly	Political	Works	and	the	Minimal	Theatre	Set		
The	period	between	1980	and	2000	is	described	as	Pinter’s	political	period.	While	his	earlier	works	
could	be	understood	to	contain	some	political	undertones,	these	later	plays	were	explicitly	political,	
influenced	by	a	number	of	factors	including	a	trip	to	Turkey	in	1985	with	Arthur	Miller.	In	these	plays,	
the	walls	of	the	Pinter	room	are	still	present,	but	the	set	is	almost	empty	of	props.		The	presence	of	the	
walls	then	becomes	stark,	more	pronounced,	as	the	set	directions	and	lists	of	properties	decline.		For	
example	Mountain	Language	(1988)15,	entails	no	specific	stage	directions,	only	that	each	short	scene	
opens	with	a	simple	description	such	as:	‘a	prison	wall’,	‘visitor’s	room’	and	‘voice	in	the	darkness.’		One	
for	the	Road	(1984)16	simply	calls	for	‘A	room’	in	the	morning,	afternoon	and	at	night.		Ashes	to	Ashes	
(1996)17	calls	for	more	details	than	the	others,	a	room	with	a	window	looking	to	a	garden	beyond,	
some	properties	and	directions	for	lighting;	these	directions	though	are	still	not	as	detailed	as	his	
earlier	works.		While	this	shift	in	scenographic	aesthetic	may	have	simply	been	a	reflection	of	styles	or	
trends	in	this	period,	I	argue	that	it	is	moreso	a	material	reflection	of	the	stark	political	content	within	
these	plays.		Utilising	the	abject	interior	of	the	black	box	theatre,	as	Dorita	Hannah	describes	as,	‘The	
empty	space	whilst	presenting	a	poverty	of	matter	also	represents	excess,	that	evasive,	embracing	
mat(t)er	which	threatens	to	consume..’18													
	
The	emptiness	of	the	set	draws	focus	onto	the	presence	of	the	walls	of	the	Pinter	room.  These walls are 
understood to represent the	abstract	notion	of	territory,	borders	and	boundaries	created	by	
contemporary	politics.			The	word	culture	was	originally	derived	from	the	idea	of	‘cultivating	territory’	
in	that	territory	was	once	defined	by	cultural	behavior	in	the	forms	of	language,	dress,	ritual	and	so	on.	
Conversely,	in	the	modern	world,	where	globalization,	international	warfare	and	contemporary	politics	
have	convoluted	this	traditional	notion	of	culture,	imaginary	lines	are	drawn	to	define	territory,	
dividing	real	estate	allotments,	states,	countries	and	nations.		Elucidating	this	correlation	between	the	
walls	of	his	rooms	and	national	or	political	boundaries,	Pinter	made	the	following	comments	in	a	1985	
interview	about	‘One	for	the	Road’:	
“….He	has	all	power	within	those	walls.		He	knows	this	is	the	case,	he	believes	that	it	is	right,	for	
him,	to	possess	this	power,	because	as	far	as	he’s	concerned,	he’s	acting	for	his	country	
legitimately	and	properly.		When	he	refers	to	the	country’s	values,	those	are	his	values.”19	
In	plays	such	as	One	for	the	Road	and	Ashes	to	Ashes	Pinter	uses	references	to	diegetic	rooms	to	
represent	figures	of	authority	and	secondary	characters	external	to	the	story.		The	emptiness	of	the	set	
is	echoed	through	the	assimilation	of	characters	with	rooms	or	spaces	elsewhere,	instead	of	objects	or	
the	subjectifying	the	architecture	of	the	room	represented	on	stage,	as	utilised	in	his	earlier	works.		In	
One	for	the	Road	the	reference	to	persons	of	authority	existing	in	a	room	upstairs	is	employed:										
“Nicolas:	Where	are	you	now?		Do	you	think	you	are	in	a	hospital?		Do	you	think	we	have	nuns	
upstairs?		What	do	we	have	upstairs?	
Gila:	No	nuns.	
Nicolas:	What	do	we	have?	
Gila:	Men.”20	
There	are	several	points	throughout	the	play	where	an	association	is	made	between	a	secondary	
character	and	a	specific	space.		Earlier	in	this	scene	Nicolas	asks	Gila	where	she	and	Victor	met.		She	
responds	saying	that	they	met	in	a	room.	Nicolas	isn’t	happy	with	this	response	and	wants	more	
information	on	the	room	in	which	they	met.		Gila	then	confesses	it	was	in	her	Father’s	room.		Nicolas,	
enraged,	accuses	her	of	defaming	her	father,	as	though	the	mention	of	the	Father’s	room	is	a	direct	
representation	of	the	Father.21		This	is	similar	to	Teddy	in	The	Homecoming	comparing	a	room	in	his	
house	to	his	Mother.		However	in	One	for	the	Road	all	of	the	rooms	and	architecture	are	subjectified	in	
the	masculine.		An	example	of	this	is	in	the	first	act	when	Nicolas	interrogates	Victor	he	describes	the	
destruction	of	his	house,	as	though	the	degradation	of	his	house	is	a	reflection	of	his	own	torture:			
“I	hear	you	have	a	lovely	house.		Lots	of	books.		Someone	told	me	one	of	my	boys	kicked	it	around	
a	bit.		Pissed	on	the	rugs,	that	sort	of	thing.		I	wish	they	wouldn’t	do	that.		I	do	really.		But	you	
know	what	it’s	like	–	they	have	such	responsibilities	–	and	they	feel	them	–	they	are	constantly	
present	–	day	and	night	–	these	responsibilities	–	and	so,	sometimes,	they	piss	on	a	few	rugs.		You	
understand.		You’re	not	a	fool.”22	
	
Pinter	uses	the	destruction	of	Victor’s	house	as	a	metaphor	for	torture	of	the	body,	in	the	same	way	as	
he	doesn’t	explicitly	refer	to	Gila’s	torture,	instead	uses	the	metaphor	of	the	men	in	a	space	upstairs.		
By	deferring	torture	of	the	body	to	architecture,	the	purified	body	of	architecture	sanitises	the	
representation	of	torture;	the	body	that	does	not	bleed	or	weep.		As	Dorita	Hannah	writes,	‘The	body	of	
this	(anti)	architecture,	rather	than	the	proportioned	ideal	of	classicism,	the	rational	ordering	form	of	
modernism,	or	even	the	mutilated	corpus	of	post‐modernism,	could	be	an	uncertain	polluted	body	
whose	abject	interior	constantly	threatens	to	erupt	through	an	obscured	surface.	This	abject	body	is	
also	a	performative	body	that	is	unclean,	untameable	and	improper.	As	a	body	of	uncontainable	matter	
it	oozes,	bleeds,	leaks	and	defecates;	natural	forms	of	purification	and	therefore	clarification.’23		This	
tactic	of	diversion	from	body	to	architecture	can	also	be	found	in	Ashes	to	Ashes.						
	
In	Ashes	to	Ashes,24	the	character	Rebecca	tells	stories	of	watching	people	being	moved,	presumably	
displaced	by	war	or	a	political	regime.		She	narrates	her	recollections	as	though	she	is	witnessing	the	
activity	from	a	vantage	point,	from	a	tall	building	or	the	upper	floor	of	the	house.		She	uses	the	
placement	of	her	body	in	some	distant	elevated	room	to	dislocate	herself	from	the	story.		In	Pinter’s	
Nobel	Laureate	speech	he	described	the	aesthetic	of	the	play	as,	‘Ashes	to	Ashes,	on	the	other	hand,	
seems	to	me	to	be	taking	place	under	water.	A	drowning	woman,	her	hand	reaching	up	through	the	
waves,	dropping	down	out	of	sight,	reaching	for	others,	but	finding	nobody	there,	either	above	or	
under	the	water,	finding	only	shadows,	reflections,	floating;	the	woman	a	lost	figure	in	a	drowning	
landscape,	a	woman	unable	to	escape	the	doom	that	seemed	to	belong	only	to	others.’25		In	this	excerpt,	
Pinter	describes	what	I	consider	to	be	the	empty	scene	of	the	Pinter’s	political	works.		This	underlying	
aesthetic	to	Ashes	to	Ashes	is	explicitly	expressed	by	the	Belarus	Free	Theatre	in	their	work	Being	
Harold	Pinter.					
	
Art,	Truth,	Politics:	The	Belarus	Free	Theatre	and	polythene	
Hailing	from	the	last	dictatorship	in	Europe,	The	Belarus	Free	Theatre	is	an	unlicensed	group	of	
dramatists	and	activists	who	produce	and	perform	prohibited	modern	works	and	exercise	free	speech	
through	performance	in	Belarus.26		As	such	their	performances	take	place	outside	of	the	frame	of	the	
theatre	in	empty	apartments,	warehouses	and	cafes.		The	group	came	to	notoriety	in	2007	with	their	
production,	Being	Harold	Pinter,	a	work	constructed	of	excerpts	from	Pinter’s	plays,	his	Nobel	Laureate	
speech,	‘Art,	Truth,	Politics’	and	transcribed	interviews	with	Belarusian	political	prisoners.		The	
aesthetics	of	the	work	have	been	described	as:					
‘The	staging,	makeup	and	costuming	were	minimal	and	the	effects	simple	–	an	apple	being	
crushed	to	simulate	oppression,	a	plastic	sheet	thrown	over	the	cast	to	simulate	drowning,	small	
shoes	to	suggest	the	vision	of	a	child	being	attacked.	But,	the	performance	was	powerful	
nonetheless.	This	kind	of	theatre	reminds	us	that	simple	ideas	(like	a	small	flame	moved	over	a	
naked	body	to	suggest	torture)	can	still	be	harrowing	if	well	implemented.’	27	
Of	particular	interest	to	this	study	is	the	group’s	use	of	a	plastic	sheet	and	its	resonance	with	plastic	
inflatable	structures	as	anti‐architecture	and	political	activism	by	architectural	groups	Archigram,	Ant	
Farm	and	Utopie	in	the	1960s	and	1970s.		Working	with	Utopie	after	the	May	uprising	in	Paris	in	1968	
Jean	Baudrillard	wrote	that,	‘The	rights	of	man	have	an	inflatable	structure.		The	[French]	revolution	and	
its	commemoration	have	become	inflatable	structures.’	28	Meaning	that	they	are	both	full	(inflated	with	
air)	and	empty	(but	filled	with	nothing),	like	the	black	box	theatre.		For	the	Belarus	Free	Theatre,	the	
plastic	sheet	is	used	to	represent	oppression,	yet	for	a	number	of	early	postmodern	architects,	plastic	
structures	were	seen	as	a	form	of	liberation	from	the	oppression	and	classicism	of	post	war	and	
modern	architecture29			
	
Being	Harold	Pinter	is	a	work	that	has	been	described	to	straddle	political	theatre	and	actual	activism.	
The	work	is	comprised	of	edited	excerpts	from	Pinter’s	plays,	The	Homecoming,	Ashes	to	Ashes,	One	for	
the	Road,	The	New	World	Order,	Mountain	Language	and	Old	Times	along	with	excerpts	from	his	Nobel	
Laureate	speech,	Art,	Truth,	Politics	and	documentary	monologues	of	political	captives	from	Belarusian	
prisons.30		The	play’s	scenography	is	simple	due	to	the	Belarus	Free	Theatre’s	performances	generally	
taking	place	in	apartments,	cafes	or	warehouses.31		Their	politically	controversial	standpoints	prohibit	
them	from	performing	in	theatres	in	Belarus,	however	it	has	also	brought	them	international	attention	
and	support	with	Harold	Pinter	freely	giving	them	the	rights	to	his	work.32		The	script	doesn’t	entail	
any	specific	staging,	but	the	set	generally	consists	of	two	chairs,	an	image	of	Harold	Pinter,	painted	or	
marked	lines	on	the	floor	to	symbolize	‘the	Pinter	room,’	a	large	plastic	sheet	and	various	other	minor	
properties.		The	set	for	Being	Harold	Pinter	is	empty,	only	filled	by	the	bodies	of	the	actors.		A	review	of	
the	play	described	the	aesthetic	of	the	play	as:						
“The	actors	spit	out	the	words	with	no	time	for	the	Pinteresque	pause.	The	dialogue	is	in	Russian	
(with	English	subtitles)	but	it	is	the	imagery	that	will	stay	with	audiences.	In	one	scene	from	The	
Homecoming,	an	actor	sprays	the	stage	with	saliva	before	planting	his	face	in	a	dog's	bowl.	A	
woman	in	Ashes	To	Ashes	speaks	of	her	baby	being	snatched	from	her	arms	at	a	railway	station,	
delivering	the	words	while	pressing	against	a	sheet	of	transparent	plastic,	eventually	engulfing	
three	other	actors	in	suffocating	polythene	sheeting.	An	apple	is	obliterated	beneath	a	boot;	a	
burning	paper	aeroplane	flies	across	the	stage.”33		
	
In	their	adaption	of	excerpts	from	Ashes	to	Ashes,	one	female	actor	delivers	her	despondent	lines	from	
under	a	translucent	plastic	sheet	(see	Figure	1).		Slowly,	other	actors	join	her	under	the	plastic	sheet	in	
what	has	been	described	by	some	as	an	act	to	symbolise	political	repression	and	by	others	as	
metaphor	of	censorship	and	creative	constraint	enforced	by	the	Belarus	political	regime.		However	the	
plastic	sheet	is,	or	has	been,	interpreted	it	creates	a	powerful	image	that	is	most	often	photographed	
and	mentioned	by	reviewers.		It	is	one	scene	from	the	play	that	appears	to	have	a	universal	lingering	
affect	on	audiences.		There	is	also	a	striking	resemblance	in	this	scene	with	the	work	of	revolutionary	
architects	of	the	1960s	through	the	use	of	translucent	polythene	plastics	materials.	
	
	
Figure	1	
	
Throughout	the	1960s	and	1970s	there	were	a	number	of	revolutionary	architectural	groups	who	were	
experimenting	with	new	plastic	materials,	polythene,	as	wells	as	pneumatics	and	inflatable	structures.		
They	were	creating	anti‐architecture	as	a	reaction	to	the	fear	and	conservatism	that	had	come	to	
prominence	in	post‐war	western	society34.		This	was	the	equivalent	of	a	‘Woodstock’	for	architecture35,	
with	a	freer,	nomadic	form	of	architecture	in	response	to	fixity	and	sterility	created	by	the	mass	
building	of	post	war	modern	architecture.		The	groups;	Ant	Farm	in	the	United	States,	Utopie	in	France	
and	Italy	and	Archigram	in	Britain,	had	varied	premises	behind	their	use	of	translucent	polythene	
materials.		For	example	Mike	Webb’s	Suitaloon	for	Archigram	was	designed	as	a	home	that	could	be	
taken	with	you	anywhere.	36	The	suit/architecture	was	a	device	designed	to	‘blur	the	boundaries	
between	different	kinds	of	bodily	enclosures.’37		The	Suitaloon	was	designed	as	a	barrier	to	the	social	
tensions	that	were	seen	to	be	an	increasing	part	of	everyday	life.		Its	desired	affect	was	to	block	out	the	
excesses	of	information38	–	as	Peter	Cook	described	it	was	‘a	man	container.’39			
 
Perhaps	Archigram	with	their	Suitaloon	were	not	as	explicitly	political	as	their	counterparts	Ant	Farm	
who	would	combine	a	performance	art	of	apocalyptic	scenarios	to	accompany	their	inflatable	
structures.			In	the	Clean	Air	Pod	of	1970	at	the	University	of	Berkley,	Ant	Farm	members	would	wear	a	
face	mask	and	use	a	monotone	loud	speaker	to	announce	that	an	air	failure	had	occurred	and	that	
people	should	move	to	occupy	the	inflatable	structure.		The	performance	was	elaborate	in	details	of	
strategy,	media	and	press.		Utopie	also	had	overtly	political	motivations	theoretically40,	but	were	not	as	
successful	as	Ant	Farm	and	Archigram	in	prototyping	their	ideas.		All	three	groups	share	a	common	
thread	of	political	activism	and	the	use	of	translucent	inflatable	structures.		Then	there	is	this	
interesting	correlation	between	the	work	of	these	three	groups,	the	use	of	the	translucent	polythene	
sheet	and	the	Belarus	Free	Theatre;	and	how	this	material	draws	attention	to	the	individual	body	and	
not	the	perfect,	mass	produced	body.		It	is	an	act	of	political	subversion	against	collectivism	in	the	face	
of	dictators	and	conservatisms.		The	material	enacts	a	greater	focus	on	the	abject,	impure	body,	rather	
than	the	classical	idealised	proportions	body	described	by	Vitruvius	and	emulated	by	architects	for	
centuries.		The	classical	body	informing	the	classical	architecture	sort	after	by	fascists	and	dictators	
such	as	Mussolini	and	Hitler.		The	presence	of	the	human	body	under,	in	or	on	top	of	the	clear	plastic	
surface	gives	rise	to,	as	Dorita	Hannah	describes,	the	untameable	and	improper.41		
	
Conclusion		
Pinter	draws	on	the	idea	of	the	abject	body	in	his	Nobel	Laureate	speech,	in	saying	that	the	wounded	
body	is	undesirable	in	contemporary	politics:		‘The	story	was	dropped.	Well,	Tony	Blair	wasn't	holding	
him	in	his	arms,	nor	the	body	of	any	other	mutilated	child,	nor	the	body	of	any	bloody	corpse.	Blood	is	
dirty.	It	dirties	your	shirt	and	tie	when	you're	making	a	sincere	speech	on	television.’		This	focus	on	an	
individual,	wounded	body	would	be	powerful	and	could	work	to	overthrow	the	contemporary	leader.		
Pinter’s	works	echoes	this	cleansed	appearance	of	political	war	in	the	media,	by	transferring	torture	of	
the	characters	in	his	plays	to	a	representation	of	architecture.		He	refers	torture	to	a	diegetic	room,	an	
object	in	the	room	or	placing	it	upstairs.		Although	there	is	a	shift	in	focus	towards	the	body	and	this	
becomes	apparent	through	Pinter’s	work	as	his	later	plays	become	freer	of	representational	
architecture,	the	more	explicitly	the	work	becomes	political.		The	Belarus	Free	Theatre’s	production	
‘Being	Harold	Pinter’	exaggerates	this	shift	towards	the	empty	set	in	their	interpretations	of	Pinter’s	
work.		Their	use	of	polythene	materials	emphasises	the	individual	body	in	the	same	way	radical	
architects	in	the	1960s	and	1970s	used	clear,	plastic	materials	for	inflatable	structures	to	demonstrate	
against	conservatism.		In	the	absence	of	a	conventional	architecture,	the	presence	of	the	body	becomes	
potent.		The	individual	body	fills	the	room	that	is	empty	of	a	collective	idea	of	architecture.							
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Figure 1: Image of the production of Being Harold Pinter by the Belaruse Free Theatre.  Courtesy of 
Natalia Kaliada. 
